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Küliyàttam is the unique traditional Sanskrit theatre of Kerala. 
Being the only surviving relic of the ancient Indian theatricas 
experiments, it has attracted the attention of eminent scholars from 
far and near, Thanks to their untiring efforts a lot of valuable 
information on the various aspects of the art = form is available to 
us today. Veteran actors themselves have recorded their experiences and 


contributed authoritative texts. 1 


The attempt, iu this paper therefore, is to view it from a 
different angle; to trace the developments of over a thousand years— 
the. transformation of nàtaka into Attam and küttu, the socio- religio- 
economic factors that contributed to this evolutionary process and 
(he causes for its decline: The materials used are the original source 
drawn from unpublished documents - the stage manuals of cakyars. 2 
Also interaction with performing artists and kütiyàttam - scholars 


helped in finding out solutions for several problems. 


I 1. Kütiyättam is a compound of two words - Küti - combined and 
ätlam - acting. [t is combined acting because.3 — 


l. Both the cäkyär and Nanüyär appear for acting. 
2. More characters than one are presented on the stage. 


3. There is a mixture of narration and acting. 
4, All the four types of acting are combined in it. 


Prof. K. R. Pisaroti has included this among the semi- religious 
type along with Sanghakkali and Krsnättam, Küttu and Kütiyattam 
are closely related. 
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Pürnatrayi 


The following verse enumerates the main constituents of 
Kütiyättam 4 


l. Rasa — eight 
Srügära, Karuna. Hasya, Vira, Raudra, 
Bibhatsa, Adbhuta and Bhayànaka. 


2. Dharmi — two 
Lokadharmi and Nätyadharmi 
3. Siddhi — two 
Daivi and Paurusi 
4. Songs — five 
Präsädika, Akselika, PraveSika, Uttara and 
Naiskramika. 
5, Orchestra — four 


G S T: 
hanam, Susiram, Anavadham, Tatam. 


6. Stage —  Vikrstam, Caturasram, and Trasryam. 


The cäkyär is the traditional actor of Kitiyattam. 5 The 
word is formed from släghyaväkkukär 6 or slaghyagir 7 giving 
stress to all the six qualities for good speech in them. Some 


derive it from saksi and yet others from $äkyan. 8 


Cäkyär is a class who have preserved acting as their family 
duty and acquired for themselves an important position in the 
cultural history of this state. Tradition holds that there were 
18 cakyàr families of which 14 have been identified, The greatest 
of the actors now living, Madhava Cákyar, belongs to the 


Ammannür family. 


According to an oral tradition many dramas have been popular 
on the stage, the total number of acts prepared for the stage 
being seventy two. But some of them are not in use now: 


A list is given below: 


l. Srikrsnacarita 
2. Unmädaväsavadatta 


3. Sakuntala 
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These three are traditionally reported to be popular. We have 
no evidence, A reference in Nátünkaóa indicates that Sakuntala 
was not used by cäkyärs.9 


l. Dütavakya 2. Karnabhära 3. Urubhanga 
4. Paficaratra 5. Avimäraka 6. Mahänätaka 
7. Pratifjäyaugandharäyana 8. Balacarita 9. Cärudatta. 


These nine were once popular; but now not used by cäkyärs. 


l. Subadradhanafijaya 2. Tapatisamavarana 

3. Nagananda 4, Pratimä 

5, Mattaviläsa 6. Kalyänasaugandhika 

7. Madhayamavayoga 8. Bhagavadajjukam 

9. Abhiseka 10. Svapnavasavadatta 
1]. Ascaryacüdämani 10 


These are the plays which are still popular among the cäkyärs. 
Of these Bhagavadajjuka and Mattavilása are prhasanäs. Svapna- 
väsavadattam was not used for a long time. Recently it was presented 
on the stage at the initiative of Late Sri. Mani Madhava Cäkyär. 
Balivadhanka of Abhiseka is presented by Ammanntr Madhava cakvar. 
Attakatha of it is published in Eauglish.!? Margi, Thiruvanantha- 


puram has weekly performances of A\Scarvacudamani. 
I ) \ 


ORIGIN AND DEVELOPMENT 
Early beginnings BC 2c. — AD 8c 


IIl i. The ancient theatre of Bharata had its varied manifestations in 
different parts of India. The märgi — desi relation ie.’ 
the broader relations between mirgi and deSi on the one hand 
and inter-relations between the deSis themselves, is the most 


interesting feature of the cultural history of India.12 


Nátya$astra had its influence in the south from very early 
period!3 Bharata himself refers to ıhe Andhras, Dramilas and 
inhabitants of the south.14 The ancient theatre in all proba- 
bility might have been an amalgum of the present - day play. 
opera, and ballet. The artist had to speak, sing and dance 
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In the 28th gatha of Cilapatikäram, there is a reference 


to Parayür Küttaccäkkian. He had an unusual talent to present 
the turbulant tandava by his right part and the sober làsya 


by left part simultaneously, thereby playing the dance of 
Ardhanariswara We do not know whether it formed a part 
of dramatic presentation or a pure dance. The pallavas of Käfci 
maintained a high degree of perfection in their theatrical 
performances, as evidenced in Mattavilàsa, Music played a vital 
role in their tradition.!5 


II l-ii. Mayüra 7th c. A. D beautifully compares the sunrise to the 


opening of a play*8 — 


“Qs the mountain ~ platform the sun's charioteer like a 
sütradhára, his. beauty being revealed when the night curtain 
has been removed, offers the puspafijali of stars announcing 


the mähänätaka of the sun’s eourse around the world”. 


In an unusually charming way, this description gives us a 


glimpses as to howa drama was introduced in the 7th century. 


Verses 880 - 928 of Kuttunimata of Damodaragupta contains 
a graphic description of the enactment of the first act of 
Ratnavali. Verse 922 reproduces the Ratnavalisloka. According 
to the brief account available to ns the verse was represen- 
ted giving an expanded meaning along with the original17, 
The actor thrice repeats the line to fecilitate the fuller 
comprehension of the meaning. Languages other than Sanskrit 
also were in use.18 The entry and exit in the bendectory 


scene were accompained by Dhruva songs. All roles were 


played by women. 


The claim of the author that this methnd excelled the 
traditional one handed down by Bharata need not be dismissed 


as an exaggeration since the thousand years that have preceeded 


Bharata might have brought remarkable improvement on the 


" T 
techniques of Natya *ástra. 
All are not unanimons on their opinion as 10 whether 

. 5 i i 
Ratnāvalī tradition of Kashmir had rossed the Vidhyan 
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II 2-i 


The Kerala actors were familiar with Kuttanimatam. We can 


take the Ratnavali tradition as the proto - type of the later 
developments in the south. 


FORMATIVE PERIOD [9 c-AD- 11 c-AD] 


The Sanskrit language by this time acquired strong hold 
over all walks of life. Srigahkara and Saktibhadra used it 


as the vehicle of their philosophical and aesthetic activities. 


Kalyänasaugagamdhikavyäyoga belongs to this period. It 
refers to Mattavilasa as popular on the stage20— 


Ullür states that there are evidences to show that Kulasekhara 
included this among the dramas for Kütiyattam stage. The 
‘evidences’ are not however revealed. 15th century Natänkusa 


refers to this play. 


Fortunately for us we have some details of this period. 
King Kulagekhara wrote two sanskrit dramas — subhadradha 
nafijayam and Tampatisathvaranam He got the stage manuals 
prepared for them by a Brahmin scholar. The King himself 
acted the different roles before it was presented by actors 


on the stage. 


The composition of Samvaranadhvani and Dhanafijayadhvanı 
marks an important epoch in the history of Kerala stage. 
In order to appreciate the full significance of the contri- 
bution of Kulagekhara we will have a closer look on these 
two works. 


There were two types of spectators — the preksaka and 
nanaloka. The former group had a thorough mastery over 


all the eighteen SAstras21. Normally they occupied the first 


row in front of the actors22— सरमहृतवैर्भ सुरेर्भासिताग्ने । 


The nànàáloka comprised of ordinary connossieurs, perhaps 
drawn from the antarilajàtis and Siidras. The presentation 
has to be in two ways — One to satisfy the preksaka and 
the other to please the general audience23. The preksaka 


will be satisfied only by antarabhinaya —— ocular gestures 
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(movement of eye lids, eye-brows and the pupils). The 
nänäloka will not be able to appreciate such subtle and 


specialised mode of neträbhinaya. For them KulaSekhara 
prescribed the four - fold sämänyäbhinaya. The object to 


be communicated is also twofold — mental condition to the 
Preksaka and gradual unfolding of the plot to the ordinary 
spectactors. 


This distinction can be illustrated with an example from 
the J Act of the drama. Vidüsaka and Samvarana entered 
the garden. There they saw the foot - prints of a damsel 
impressed on a stone. The King exclaims :— 


"Oh ! here lies this emerald stone hit in heart by the 
foot print - arrows of cupid’’24 


The representation of the meaning of this verse on the stage 
according to Kulasekhara is this :— 


To nänäloka — through sämänyäbhinaya 
Recites the verse in Sanskrit, repeatsto make the expression 


clear. Communicates the primary meaning through 
Sämänyäbhinaya, 


To Preksaka — through neträbhinaya. 


One seeing this Jotus - like foot - prints, I am hit by the 
arrows of cupid. Of his five arrows, lotus stands first. 
Among the ten love- lorn conditions sweetness to the 
eye is the foremost. Hit with the first arrow, I am under 


the grip of the first stage — enjoyment through the eyes. 


The object described is the impression of foot - prints on the 
stone. The impression in his heart is rati, begining 
with nayanapriti. This the King has to conceal from the 
public, hence he shares it only with the Preksakas through 
subtle eye gesture. This Preksaka — prayoktrsambandha is 
different from the nànàjana— prayoktrsambandha. 25 Reali- 
sation of these two planes of aesthetic enjoyment is the main 
thrust of Kulasekeara’s scheme of stage presentation. We 
can reconstruct the ‘stage—play’ of the opening scene of 
Tapatisamvarana as Kulasekhara presented it on the stage: 
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II-2-iii The play begins in a morning. Parāśara, the jester, enters. 
He is hurt by a fall from the horse. As instructed by the 
King, he persuaded the queen to desist from her penance 
to beget a son. King Samvarana enters. He is worried 
over a dream he had in which the sun-God informed him 
that his wife will ever remain barren. He shares the details 
of the dream with his friend. He sees in it a new idea— 
the King should marry another. King objects to this since 
he is deeply attached to his wife The King accompanied 
by Vidüsaka starts to meet the queen. On the way, they 
reached a garden where they see the foot-prints of a damsel- 
Suddenly an ear ornament fell from the sky bearing the 
initial letters of a love - song. The King is visibly moved. 
The queen overhears their conversation; gets angry. The 


king retires to console her. 


THE STAGE PLAY 


(Vidisaka enters - pretends pain all over 


the body — produces sounds of anguish) 


To the Preksaka - Antarabhinaya 


Pürvasambandha 


The King sent word for me, On his orders, I asked the queen 
to stop her penance. Iam asked to report before the King to hear 
the details of a dream he had during last night- 


(Pürvasambandha over) 


What the dream will be? 


(Pause - eyes fixed on the lamp - eyes raised - cheer in his face) 


Oh! I got the meaning. The King is disgusted with his wife 


To Nanaloka — Sämanyabhinaya 


Recites the textual passage, first in Prakrt then in Sanskrit. The 
King has sent word for me through the Kaücukin that I should meet 
him to hear his dream. On the way Iam hurt by the fall from the 


horse...... 


Where will I meet the king ..... Oh! here he comes. 
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To Preksaka — Antarabhinaya 


I know that the king is distressed due to the indifference to the 


queen. But I will pretend that the reason for his sorrow is the 
absence of a son-Putrasoka and not patnivairägya. The dream is false. 
Exit 


(The King enters behind the curtain — curtain removed) 


To Preksaka — Antarabhinaya 
Pürvasambandha 


This morning I had a dream. I have sent word to the Vidusaka. 
Iam not interested in the queen any longer. But Ihave to concael 
it from my attendants. 

Pürvansambandha over. 


(Eyes on the lamp — raises the eyes) 


Should I reveal the dream to my friend or conceal it from him? 
Both do harm- if revealed he will understand the real situation ie, 
my growing disinterest to the queen; if not revealed he will mis- 


understand me, Ah! Let me read his mind, then gradually reveal 
everything to him. 


To Nänäloka — Samanyabhinaya 


(looks around, secs servants — recites the textual passage) 


Oh! the greatness of the treasure known as son! The very thought 
that my wife is unable to bring an offspring worries me so much. 
Then, how deep will be the pain of fathers when they are separated 
from their children ! 


To Preksaka — Antarabhinaya 


Ah! the misfortune of a man in having a wife whom he cannot 
love! When I remember that my queen is not endowed with the 
ability to deliver a child, there errupts in my heart an irresistible 
dislike for her. 


I should make others believe that the reason of my grief is the 
absence of a child and not disinterest in the queen. 
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(Sees Paráéara) 
Ah ! friend Parasara, what is this ? 


The ordinary meaning of this verse is putra$oka. What is conveyed 


to the Preksaka is svapatnivairagya. 


From here till they come across the foot - prints, both the King 
and Vidüsaka conceal from cach other their mental dispositions; reval 
the same to Preksaka through cyc-gestures. Every character at !he time of 
his first entry narrates the incidents till then. This is Pürvasam- 
bandha. It is an extention of Viskambha / Pravesaka accepted as 
Arthopaksepaka. The only difference is that Viskambha relates 17 
the whole story; pürvasambandha only to the respective character: 


This narration is more developed in the introduction of vidüsaka 
and Arjuna in subhadradhanafijayam. 


II-2-iv A particular stage in the development of plot is known as 
sandhi. It cosists of two elements Arthaprakrti and Avasthi The 
former, being the sequence of incidents, is more related to the un- 
folding of the theme and the latter to the delineation of mental 
condition of the character contributing for the development of plot. 
The sämanyäbhinaya for Nänäluka stands close to ar'haprakrti and 
netrábhinaya for Preksaka to the avastha, Antarabhinıva here is 
the medium for the actor to share his inner-most emotions with the 
Preksaka. Kulasekhara took the clue from janantikam where we have 


already a technique to peep close into the heart of the character. 


IJ-2-v. The development of theatre in Kulasekhara is from the sthiila 
to Süksma 


Sthüla for Nänäloka Süksma — for Prek-aka 
Sämänyäbhinaya er Antarabhinaya 
Viskabhaka ates Pürvasambandha 
ArthaPrakrti s Avasıhä 
Bahyärtha - Bhava 


II-2-ei Now let us sum up the contribution of Kulasekhara to the 


Kerala stage as its ‘reviver and reformer.’ 


l. Recognition of two levels of aesthetic enjoyment as repre- 
sented by Nänäloka and preksaka and the corresponding levels 


of acting, 
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Kula$ekhara was a serious 
the hearts of the elite 
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Introducing every character with a brief narration of his 
antecedents — pürvasambandha. 


Delineation of two meanings - thematic and phychic, the former 


expressive and the latter suggestive. 
Deviation from the script. This is hinted in Ratnavali, 


but there it is only an extension of meaning, not a mental 
condition. 


dramatist. He took the play to 


and erudite at the same time provided 


pleasurable relief to the ordinary spectators. 


Compared to the Pallava stage, the 


theatre of Cera’s presents 


a high order of perfection. 


Period of Transition — 12c AD — 14c. AD 


II -3-i 


II-3-ii 


What Kulasekhara wrote was Nätaka, The l4th century 
Unninilisandesa refers to it as Kürtu26, Tradition of nätaka 
is traed back to Nätyasästra, that of Küttu to Tolkäpiyaın 
Both were parallel streams. When and how Nätaka was 
transformed to Küttu ? How did Nätyaprayoga brcome Küti- 
yättam ? To get an answer to this vexing problem we should 


relate it to the social, political and cultural history of Kerala. 


Historical period in the South began by 3rd century B. C, 
the Sangham age27. Then Kerala formed an integral part 
of Tamilakam. The first wave of settlements of Brahmin 
here goes back to this age. The second wave, more powerful 
was during the Calikya period -7th and 8th century A.D. 
with the emergence of Cera empire these settlements came 
to acquire greater importance. A significant development of 
this period was the emergence of Temples in the place of 
Kivu - tribal shrines — A new form of ágamic worship under 
the guidance of Brahmin priests came into force, relegating 


the Vedic ritualistic tradition to the background. 


These temples were not only the centres of worship but also 
of art, culture and everything related to the social life including 
T. 


land and property. When temples grew in size the importance 
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and the number of functionaries increased. This gave birth 
to a new sub caste - Ampalaväsi, The Brahmins entered into 
alliance with them as also with Sidras. They prevailed upon 
thc ruling class also by conferring on them the 


Ksatriya. The Nambüdiris thus formed a 


status of 


‘grand alliance’ 


between themselves and ruling class on the one hand and 


on the other. The 
tenants had already come under their contcol. 


between themselves and the lower castes 


The impact of this grand alliance was tremendous: It brought 
out basic changes in the social fabric of the land. There 
was a progressive secularisation of the Nambiidiri community. 
Most of them concentrated primarily on worldly affairs. 
Only a small fraction continued Vedic studies 28 Even the 
post of priest was offered to the immigrant Brahmins-empran. 
Simultaneously, the indegennus groups were progressively 
Aryanised resulting in the imposition of a priestly Brahmin 
authority on a secular society. Consequently a large number 
of of temple servants belonging to the Wäriar, Potuväl, 
Pisaroti, Cakyar and Nambiar sub - castcs acquired proficiency 


in Sanskrit language and literature. 


Attached to the temple, thar: were Salai and theatre the 
former to cater the need of education, the latter for singing 
dancing, acting and story telling. Bhattas were appointed in 
temples to recite regularly stories from Mahabharata. This 
atmosphere dominating the social arena of this age enhanced 
the demand for and prestige of Devadisis, Cäkvärs and 


Bhattas; seperate institutions evolved around each of them, 
I1-3-jii The impact of all these on the theatre was:— 
i) There emerged a harmonious blend of the national and 
regional traditions. 
ii) Local language rose into prominence. 


iii) Sanskritisation of lower castes Caused to Increase the 
number of Nanaloka, 
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The decline of the centralised authority of the Ceras and the 
breakdown of the unity provided by Sanskrit in the national 
scene hastened the process of amalgamation. The 12th and 
13th centuries witnessed the realisation of this transfoamation, 
The improvement on theatre during this transitory period was: 

l. Introduction of local language 

2. Development of inner meaning 

3. Added importance of Vidüsaka. 

4. Restructuring of Sanskrit dramas 

5 


Temple theatres 
Introduction of Local Language 


I[-3-iv Malayalam was more under the influence of Tamil during this 
period, the manipravala was not yet fully developed. The Jan- 
guage used in the translation of Dütaväkyam can be taken to 
represent this period. It isnot simply a translation of the 
original, but an elaboration with introduction to each character 
and explanation to the puranic allusion. The Nampiar Tamil 
emerged during this time.29 Lilätilakam has certified the 


chastity of this pre - manipravalam language.30 


After a thorough investigation of the peculiarities of language 


used in Nampyar—Tamil Ullir has assigned 13th century 
as the period of its emergence. This was the first instance 


of using local dialect on the Kerala stage. It was the Nampyar 
and not the cákyar, as commonly believed, who introduced 
Malayalam to our stage. During this period Nampyar appeared 
in almost all dramas to introduce them in the local lan- 
guage. At a later stage, vidüsaka also came to use local 
language. His prominence pushed the Nampyàr back and 
he had to contend with those dramas which do not have 


Vidüsaka. 
Development of Inner Meaning 


II-3-v At the time of Kulasekhara the inner meaning conveyed 
through eye - gesture was essentially a mental condition-bhava. 
Here it is extended to ideas and was communicated through 
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mudras. Mantränka, the third act of Pratiiijiyaugandhara- 
yana exemplifies this change. 


Udayana was captivated by Mahasena. His three ministers 
disguised as a Buddhist, Brahmin and Lunatic discuss methods 
to release hm from jail. In order to conceal their identity 
they use a kind of ‘code language’ while speaking; the 
real meaning is expressed through hand gestures. Example 


Vasantaka — आगते चन्द्रे समागतानि सवनक्षत्राणि । 
On the rise of the moon, all the stars 

appear Outer meaning 
when Yaugandharayana, the chief came 


all his ministers followed Inner meaning 


^ 


Rumanvân — मादक प्रक्ष तावत । 


Let me see the bread Outer meaning 
Y too will join you Inner meaning 
Yaugandharäyana — 19999 977 AHTATITT | 

See See revered Buddhist Outer meaning 
Dear Rumanvän, Please join us Inner meanıng 


Here words stand for outer meaning, mudras convey inner 
meaning The inner meaning here forms an integral part 
of the plot without which the audience cannot follow the 
development of the story. In Kulasekhara, the bhava was only 
for higher enjoyment. In other words, the inner mcaning 
here is väcya — expressed, where as in Kulasekhara it was 
vyangya ~- suggested 


Role of Vidūsaka 


II-3-vi 


Introduction of Malavalam gave a greater role to vidüsaka 
since he was the only character who can use vernacular 
and can interact with the masses. He thus attracted more 


people to theatre. 


Sanskrit theatre always permitted the use of local dialects 


on the stage, Präkris were used in the Northern plays, as 
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they were the local language there. Abhinavagupta says that 
mi$rasamskrta in south is known as manipravala.3! So there 
is nothing unusual in the hero using Sanskrit and the jester 
Malayalam, The paradox is that the Vidüsakä, along with 
the local dialect uses präkrt which for all practical purposes 
is an unnecessary appendage - ‘ajagalastana’ on the stage now. 
At the same time, it serves as a strong clue to the nature 
of evolution of Sanskrit theatre. There did not take place 
any thoughtful reconstruction, instead the original structure was 
kept intact, new elements were piled up one on the other, 
till the penultimate point of its virtual disappearence. 


Restructuring of Sanskrit Plays 


II-3-vii This period is important from another point of view. 
Several Sanskrit plays modelled on the version of the two 
Kulasekhara dramas came to be used on the stage, Conse- 
quently the actors reconstructed the original texts of Sanskrit 
dramas and also prepared the stage manuals - Kriyävidhi, to 
regulate their performance. 


This had a two fold effect - uniformity of tbe prologue and 
abridgement of the original script. 


When Nampiar assumed ıhe role of sücanäsütradhära (visista- 
kathäsesasücakapravinaväniviläsah) 32 and intervened to 
introduce the play in the local language the stress was shifted 
from the textual prologue to the contexual narration, The 
name of the play or its author became irrelevant. The trend 
was towards uniformity. The prologue we have now for the 
Bhasa - plays are not the original ones by the poet. For 
example we know that the Svapnaväsavadatta known to Sagara- 
nandin (13 - A. D.) had a longer introduction,33 perhaps giving 
the details of the author as in other sanskrit plays 


Secondly, the cákyárs effected a kind of ‘Pruning’ to the 
orginal texts to suit their purpose and in that process = 
out some verses and incidents from the original. Scholars ike 
K, R. Pisaroti and m m Kuppuswarmi Sastri noted this 
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phenomenon in Bhasa plays. The former went to the extend of 
renaming Bhäsanätakacakra as Cäkyärnätakıcakra to indicate the 


differences from the orginal. 34 
Temple Theatres 


II3-viii KulaSekhara had no tempie - theatre. Now theatre begins to 


move to the temples. 


A survey of the existing kiittampalams corroborates the history 
traced so far. Till the 13th century, there were practically 
no theatre attached to the temples, many were constructed 
between I4th and [8th centuries. This coincides with the 


compilation of two works on architecture - Tantrasamuccaya 


(15th c.) and Silparatna (16th c.) 


Kula$ekhara's capital did not have a temple theatre - but 
preserves a [Ith century inscription related to drama. Trprayär 
temple has long association with the performance of \écarya- 
cüdämani. It was performed directly in front of the main 
shrine, Avittattür Siva temple is very old, it bears an inscri- 
ption of 12th century. The performance here was in the 


agrasälä. 


Geographically the temple theatres in Kerala fall under two 
major group concentration-the northern centred around Trissur 
and the southern around Kottayam. The northern group 
comprises temples of Perumanam, Irinjalakkuta, Tirumüzhi- 
kulam, Guruväyür, Kottyädi and panniyür. [t is in this area 
that four of the important cäkyär families flourished— 
Ammannür, Painkulam, Marivur and Kuttancherv. This geo- 
graphical area is also important, since ot the 32 Brahmin 
settlements the five that are still in existence fall within 
this area—Sukapuram, Perumanam, I[riüjälakkuda, Panniyur, 


and TrisSivaperir. 


The sowthern concentration consists af Kottavam, Arpükkara 
Kitahgür, Haripàd, Cengannür, Ectumàánnr, and Tripünithura, 
Arppükkara is the oldest, first constructed. in. l4ih. ceatury 


and repaired in the 16th century. 36 
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The history of temple theatres will give light to the evolution of sanskrit 
drama as a temple art. 


Drama as a Ritual — 14 A, D. — 18 A. D. 


II-4 The kind of Kütiyáttam which we see now emerged during 
this period, the major developments are grouped under three 
heads —ritualistic, aesthetic and populist. 

Ritualistic 


Il -4-i When Kitiyattam came to be confined to Küttampalam, it 
became a part of temple ceremonies.3? The actor came to 
acquire a status equal to that of the priest. Elaborate prepara- 
tory rites were prescribed to re-inforce this new position. 
Küttampalam is like a yägasäla. In the place of sacrificial fire 
produced through the friction of arani, here we have the 
three wicks of the big lamp lighted from the sanctum sancto- 
rum. The three wicks represent the tretägni - gärhapatyam, 
Anvaharyam and Ahavantyam. [n the place of the avabhrtasnana 
at the end ofthe sacrifice, the actor sprinkles sacred water at 
the end of the play. The $alàdahanam is symbolically done by 
puttinz out the light of the three wicks held together. 


Aesthetic 


II-4-ii Netrabhinaya was the most eloquent means for Kulasekhara. 
The importance of eyes in expressing sentiments 35 well 


recognised. Mini Madhava Cäkyär has enumerated 8 
rasadrsti, 8 bhavadrsti 24 saficdrinidrsti and 24 vyabhicarinidrsti. 
He prescribed 22 kinds of movement of ayes to the practi- 
sing cakyars, Angikabhinaya io this period developed to— 
Irunnittam (acting by ocular gestures sitting on a stool) 
Patifijüttam (standing on samapäda) and Jlakiyattam (with 
movements). These modes of representations are skilfully 
employed while describing garden, forest, Kailàsoddháranam 
etc .. Sätvikäbhinaya also accomplished perfection. Arjuna 
pravesa (Subhadrädhananjayam) Ràvanaprave$a (ASokavani- 
känkam and Bälivadha (Abhisekam) are some of the examples. 
Cäkyärs have specialised in the presentation of selected 
verses like Sikhinisalabha and Calakuvalaya. 
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Populist 


II-4-iii The role of Vidüsaka was blown out beyond all proportions. 
Almost all that is attributed to him—Malayalam translation 
parodies, additional stories/Slokas, and purusartha are meant 


to placate the nänäjana. 


INNOVATIONS DURING 14 AD — 18 AD 


Ritualistic Aesthetic Populist 
Küttampalam Irunnättam Nambiar - Tamil 
Pürvaranga Patirijáttam Paribhäsa 
Akkitta llakiyättam Pratisloka 
Arannutali Purusartha 
Alama Samksepa 
Mutiyakkitta Anukrama 


Nırvahana 
Additional stories l verses. 


Of these, developments of the second category - aesthetic, alone is 

on the lines initjated by Kulaśckhara The other two were imposed 

on the theatre by compelling circumstances. 

II-t-iv These innovations effected a drastic change in the basic 
structure of our theatre. We saw how did Kulasekhara, 

presented the I Act of Tapatisamvarana. Let us see how 


the Cäkyär does it in Kütiyättam. 


ri 


TAPATISAMVARANAM KÜTIY ATTA M 38 


First Day 


Nandi — Pūrvaraħga — Arannutalisloka 
Vidüsaka enters — Pürvasambandha 


Second Day 


Vidisaka narrates vatutirkal. There is a fued between the two villagers 


of Mezhkäntala and Kizkäntala. The settlement of the quarrel. 


Several anecdots and verses are added in course of the explanation 


a नः à 
Vidūşaka is the only character on the stage, he imitates the whol 


crowd of the assembly. 
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Third day 


Purusärthavarnanam of Vidüsaka - Vinodam and Vaficanam. The 


first purusärtha is vinodam - enjoyment. The dwellers of Anadhiti- 


mangalam - village of the illiterates, discuss means to satisfy their 


sensual passion. The names of so many women are suggested, this 


gives an opportunity to abuse the immoral practices current ın the 
society, 


The second purusärtha is vaficanam - deception. A fool amongst the 
villagers is made the thief, 


Fourth Day 


The third purusärtha is aSanam - eating - A great feast is described 


in all its details. The vidüsaka turns to be an ideal glutton, 


Fifth Day 


Räjaseva is the fourth Purusärtha. The villagers discuss as to who 
is the best king under whom they can take service. The weakness 
of the whole machinery of administration is well portrayed, At last 


the vidüsaka comes to the conclusion that King Samvarana 15 the 
best king. He starts in search of him, 


Sixth Day 
King Samvarana entecs — Pürvasambandha 


Presents this sloka प्रियतनयवियोग 


ह. ५ x ‘ . Bu on 
description of morning, vidusaka meets the king; enquires the reas 
for his grief. 


Seventh Day 


King narrates the dream Explains the$l0ka आरात्‌ «82H «7707077 
Vidüaska interprets the dream to mean that the king should marry 
again. 


Eighth Day (Last day) 


. T . 1 res 

King and jester start to meet the queen, hrobbing of his eye 
: T Ki amt. 

suggesting union. hey reach the garden, King sees the foot pri 


* ntivattarm 
Nayanapriti - enjoyment to the eyes, Here ends ıhe kütiyätt 


K. G. Paulose 75 
The practice of presenting the entire drama disappears. Actually the 
last three days alone have relevance to the drama. The first five 


days vidusaka is alone on the stage and what he narrates is extraneous 
to the theme of the play. 


New manuals came to be written for the dramas used on the stage3g 
It was called Kriyàvidhi. Later it was expanded as Ättaprakäram 
and Kramadipika. The emergence of these works gave rise to a 
separate branch — the Kütiyättam literature. 


Period of Decline (19 AD — 20 AD) 


II -5-i. 17th century witnessed the flowering of three theatrical forms 
— Kathakali, Krisnáttam and Tullal. The first two adopted many 
things from kütiyättam. Popularity of these art forms had an adverse 
eflect on. kütiyattam. The diwn of the present century witnessed 
the break - duwn of the social structure which was the back - bone 
of kütiyatiam. Naturally this had its reflection on the art. Katha“ 
kali could survive, though after much struggle. Kiitivittam, compared 
to Kathakali had two limitations - it was confined to a particular 
community as its kuladharma. In the chang-d social order, cäkyärs 
could not hold un the line of succession, On the eve of his lite Mini 
Mädhava cäkyär in his introduction to Nätvakalpadruma lamented that 
he could not create a worthy successor to inherit his histrionic talents. 
Second limitation was its close proximity to temples which stood 
in the way of a larger audience from appreciating it. i! forts were made 
to supplement these handicaps. Yet, being late in the starting point 
Kutiyattam failed to pick up along with Kathakali in its race for 
survival, 


IL-5-ii The remarkible development during the period was its per- 
formance outside the temple premises, The credit goes to pains 
kulam Rama Cäkyär who did it in 191949, This gave a new lease 
of birth to the declining popularity of the temple art. Now, 
Kütiyàttam is persented on several national and international 
stages, which has brought global recognition to this art, The 
Kerala Kalamandalam Cheruthar uthy founded by Vallathol 


the Ammannur Gurukulam, Irinjilakuda, guided by Madhava 
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Cäkyär and the 
Sri. D. Appukuttan 


at Tiruvananthapuram 


and popularisation of Kutiyattam. 
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headed by 


Nair, do valuable service for the preservation 


II-5-iii The history of classical sanskrit theatre, traced so far can 


be shown as below, 


Age technic Inner Medium Language 
Meaning 

Early beginning 

2 BC —9 AD विष्कम्भः समाधिः सामान्याभिनयः संस्कृतम्‌ 

Formative period 

I0 AD — 11 AD भाव: अन्तरभिनयः संस्कृतम्‌ 

Period of transi- मार्दङ्गिक, 

tion 12AD - 1340 सूचनासूत्रधार: वस्तु मुद्रा तमिल्‌ 

Ritualistic 

14 AD - 18 AD akaporul अभिनवः मणित्रवालम्‌ 

Period of decline 

19 AD — 20 AD akaporul अभिनयः मलयालम्‌ 

Having traced the so far, a few points require further 

investigation. 

Role of Kulasekhara 

III Tradition 41 ättributes all that we see today in Kütiyättam 


—Pirvaranga, Vernacular & Vidüsaka - to the innovative genius of 


Kulasekhara, though the transformation of nätaka to 4ttam and further 


to küttu was a long drawn evolutionary process prompted by various 


socio - religio - economic factors. 


III-i 


Kulasekhara presents his play straight to his audience without 


Nändi or Prastävana, Hence elaboration of pürvarahga canno 


be attributed to him. 


III - ii 


Available literature does not provide any clue to prove his 


association with the introduction of vernacular or the new 


role of Vidüsaka 


On the contrary, it presents him as one 
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111-111 


III. iv 


endowed with a high order of sensibility, First and last, 
he was a dramatist who unlike many of his predecessors took 
a serious note of the stage, He wrote for the most enlighted 
genre of spectators. To satisfy their pursuit, he expanded 
the text, confined the expression to the most subile way, 
rarely did he allow even hand gestures. It seems that he drew the 
parrellel from state administration where in the king has an 
inner circle of cabinet ministers ta discuss the secrets: similarly 
he developed in the theatre an inner circle of c mfidents-Preksaka. 


We cannot believe that a disciplined artist of his calibre will 
permit the parodies and vernaculars on the stage. 


The criticism of Natänkusa for introducing vernacular is 
directed against the Cakyar; the author has only reverence 
to KulaSekhara. 


The association of Tola in this affair is also doubtful. He was 
advisor to the King on literary affairs - Kāvvasaciva. Like 
the king, he too was a poet and critic of high order. He 
turned his guns to the quacks for misuse of vamıka, constr: 
ction with düränvaya, and inclusion of words for pädarürana- 
[Te did not spare even his benefactor. In his own characteristic 
way, he printed out th: imitations from Kalidasa. His 
mahäkävvä, judged from the two available verses, attests 
the perfection of his genius, 


He was fond of fun, but we will be making fun of his 
genius if wcattribute all the additions caused by the Sakha- 
camkramana and ‘maukharyaviskaranakautuka’ of the cäkyärs 
to him. They are of indegenous origin. Lesser poets scribbled 


and the cäkyär compiled; the process continued until recently. 


As pointed out by Dr. K Kunjunni Raja, perhaps, the word 
Tolan does not stand for one individual, instead it denotes 
T R ` - & , 
the vidüsaka in general. It cin be. à variant. of "tozhan ihe 


term by which vidüsaka is addressed. in. Malayalam. 


IV Meaning of the Word Dhvani 


The actiog manuals of Kulasekhara prepared by the Brahmin scholar, 


is known as Dhvani—Dhanafjayadhvani and Samvaranadhvant, to 


gether 
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they are c > 2 om 
ium er alled Vyangyavyäkhyä. Anandavardhana borrowed the term 
“ni from Vyäkaranasästra and gave it anew meaning to build 
1 i 3 : >. 
up his theory in the kavyasarani, 42 similarly Kulagekhara took the 


word fr D in s i 
from bvanikāra and developed his notion on nätyasarani, 


In his terminology dhvani, siddhānta, bhāva and sthāvi are 


. 4 "E : 
synonymns.43 Always it denotes the meaning not expressed by external 
means, but conveyed through internal gestures 


ar i . 
In Bharata abhinaya of the actor conveys the sentiment to the spect- 
ator. In ıhe absence of such a conveyer - belt in $ravya, the theory 
of rasa i i . = 

rasa for a long time, was confined to visuals. Änandavardhana 


provi i sdi rni. T Kula$ i i 
provided this medium, dhvani. The attempt of Kulasekhara is to link 
these two parrallel streams. 


The basic difference of the two postulates is this — to Anandavar- 


dhana dhvani is the means, to Kulasekara it is the end, means 


he already had. abhinaya, The relation can be illustrated like this— 


व्यापार: अर्थः अधिकारी 
€ अभिधा वाच्य नानालोकः 
Ir 
E वयुना व्यङ्ग्यः काव्याथतत्वनज्ञ: 
E सामान्याभिनयः इतिवृत्तम्‌ नानालोक: 
v 
E 
B, अन्तरभिनयः अवस्था प्रेक्षकः 


The avastha is dhvani. What Kulasekara wanted was to evolve 


a method for the presentation of dhvani — ध्वनेः प्रयोगमागः 


The term Vyangyavyakbya attributed to it is unable to carry the 


full significance of Kulasekhara’s vision mainly because it is not a 


commentary of the suggestedmeaning but the means for its presentation 
The dhvani manual should have been called ध्वनिप्रयोगमार्ग:। Kula 
sekhara did not call it Vyangyavyakhya, 


IV -ij As the medium of Anandavardhana was language, the suggested 


sense had the constrain to operate only in its relation to th 


c 
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primary meaning. The dramatist was free from this limitation. 
He worked on a different medium. Hence he could embrace 


all that was brought out by Slesa, samāsokti and anyäpadesa 
with in the wider ambit of dhvani. 


In the opening scene of  Taptisamvarana, dhvani to Vidüsaka 
is king's aversion to the queen. To the king it is patni- 
vir ágagopanecchà. This continues till they sce the fooot-prints, 
From there till the union in the third act dhvani continued. 


The difference is that now the two nerd not conceal each 


other. Their feelings are complimentary. Again in the sixth 
when Tapati appears in disguise there is dhvani. Thus 
gopaneceha till foot- prints, nayanapriti till union and a 
slight confusion in the Vith act are the dhvanis in the 
drama to be expressed through eyes. The rest are to be 


communicated through sémanyabhinava 


The prayogamärga for dhvani is therefore complete. Flow 
of Tapati etc. come under the purview of ordinary presentation, 
To Kulasekhara, the flying Nambiar or the floating Nangyär 


do not come under his scheme of dhvani. 44 


One thing that we have to note here in particular is that Kulasekhara 
permitted a deviatiou from the original only when he had to convey 
something different from the expressed, on all other occassions he 
stuck to the script, His dhvani - text, therefore. is not a manual 
of kttiyattam, nor the prescriptions for the presentation of sanskrit 
plays; it is only a method for exposition of the meaning hidden 
in the words of the dramatist. Hidden meaning to Kulasekhara was the 


inner-feelings of the character, not mutually communicated on the stage. 
Two Traditions of Nätaka and Küttu 


While submitting itself for transformation, the sinskeit drama surren- 
dered most of its characteristics. No longer was it enacted in full 
The text and author became irrelevant. Worst still was the distortion 
to the theme in the hands of cäkvärs. The humorous piece Matta- 
viläsa turned to be an offering before the diety to beget a child; 


B vs ; aH ; nts udience. 
hagavadajjuka which provided many lighter moments to the a 
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come to be loaded with philosophy: Tt seems that reference to 
Buddhistic tenets annoyed the priestly class, 


The commentators of Sanskrit dramas do not refer to Kütiyáttam. 
Even Sivaráma who respectfully refers to the author of the dhvani_ 
manuals, did not think it worth to incorporate the ‘dhwani’ in. his 
commentaries. We do not know whether there still remained an 
independent tradition of presenting Sanskrit plays. Any how many 
of the successors of Preksakas ignored the aberrations of the cäkyär, 
others kept a subdued smile. The author of Säkuntalacarccä (14 A. D) 
refers once or twice to Kütiyättam. The tone is not appreciative, 


By the time of 16th century, the Cäkyär had exceeded all limits 
that the author of NatankuSa thought that they will go mad unless 


checked in time. Like a mahot, he took the goad in his hands. 


His criticism is directed against the innovations brought under the 
two beads = ritnalistic and populist. The vulgar stories, verses, parodies, 
Piirvarahga — all came in for sharp criticism. He is quite sarcastic 
while comparing the cäkyars to monkies - boıh are proficient in 
Säkhäcamkramana. Rämapäniväda of the 18th century AD is not 


happy with the päthaka artists. 


While appreciating this criticism of the scholars of preksaka tradition 
we must also acknowledge the contribution of cäkyars in preserving 
this art Sanskrit stage which mainly depended on the highly stylised 
form of acting accomplished by classical medium, for the first 
time got connected to the ‘little traditions’ by these innovations, 


It is perhaps the secret of its survival. 


Akapporul 


VI Inner meaning is akapporul, outer being Purapporul. The 
akapporul as we have it now might have passed through 


ko. म s s 
four stages in its developmen 


i) The inner meaning referred to in Vyangyavyükhya where in 
a subtle bhava is suggested through netrabhinava along with 
€ t 
the plain meaning is the embryo. Nature is described, 


but there is areference to the queen. 
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ii 
iii 
+ 
e 
iv 
VI-.2 


Vacikabhinaya gives the outer meaning while angika denotes 
inner- meaning by mudras. eg. Manträrika. 


Both meanings are fully developed, the inner meaning is 
being separated. In Bhagavadajjuka the disciple describes his 
early life — his childhood in a poor family, association with 
Buddhists for livelihood and lastly the studentship of guru. 
This is the bahyartha. The abhyantara is that, of all the 
ways of life the one shown by vedanta is the best. Eluci- 


dation of all the systems of philosophy is made possible here. 


A symbolic interpretation as in the Difmatradarsini commentary 
of Bhagavadajjuka where the heroine is  representated as 
susumna, the mother avidyä etc..., This is not a prayo- 
gamärga, but only a scholastic exercise influenccd by works 


like Prabodhacandrodaya and later tantric tradition. 


The inner meaning in its origin was only a bhava, then a 
a deamatic device; but later it was developed inio a full- 
fledged phenomenon even relegating the primary meaning to 
the background. The most interesting thing is that there 
was an adhikaribheda. In the first two stages inner meaning 
was intended for the Pr: ksaka, but in the later stage nänäloka 
became the target. Content was also changed. This has to 


be explained tn the light of the social conditions that influenced 
the Kerala stage, 


e — Vidüsaka 


VII -1 


The vidüsaka is an important character in sanskrit plays 
providing comic relief to the audience, The kings had able 
ministers like Yaugaudharvàana to help him in matters of 
administration. Thev are karmasacivas. He had also narma- 
saciva to aid him in love affairs. By birth, he is a Brahmin 
innocent, at the same time ignorant of he scholastic tradi- 
tion attached to that group. His interest centies mainly on 
the harem and the sweet dishes in the kitchen. He had the 
freedom with the king and also wiih the qeen and could 
take such liberties tbat the ministers could not even dream 


of. In Swapnavāsavadaua he is a chatter - box; mukhara. 


५11 - 2 
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His gluttony is some what proverbial, But in Mälavikägni- 


mitra, he is very shrewd and plays a vital role in accomplishing 
the king’s union with his love, 


Vidiisakn is characteristic of Sanskrit dramas. In all the 
dramas, except in the Ramayana Plays, poets have made 


good use of the folly and resourcefulness of this innocent 
Brahmin. 


Ihe vidüsaka of Sanskrit appears in kütiyättam in a more 
developed form. His functions are : — 


When the king describes his love vidüsaka 


supplements it 
with a parody. 


Dharma, artha, kämı and moksa are the four purusärthas. 
Vidüsaka has his own parrallels - vinodam, vaficanam, a$anam 
and räjaseva. 


The vidüsaka can criticise, ridicule or laugh at any person 
including the king. His utterances have immunity from 
royal wrath, Cakyars exploited this immunity provided by 
the society to the maximum to bring out the malpractices 
of those who are high - placed. In a society, where there 
was no fourth estatc, the function of it was carried out 
by vidüsaka. The liberty taken by vidüsaka helped Küti- 


vättam in keeping touch with contemporaneity. 


The vidüsaka represents, three stages in the development of 
kiitiyattam as also of Kerala History45. Vasantaka of 
Mantràhkam represents, the first stage ie . transition (12-14) 
He is a minister of King Udayana, very shrewed and good 
in administration. He has equal respect to the Brahmins 
and the Buddhists, 


. . ez - 
The second stage is that of enemity to Buddhism, Sandilya 
of Bhagavadajjuka is a representative of this period. It 
forms the first two centuries of the ritualistic age. 


ln the last stage, the vidüsaka is degenerated beyond descri- 


ption. His purusartha narration is near to vulgarity when 


re 
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he explains the vesyävinoda. Brahmins are rediculed. The 
degeneration of the society is at its worst. Natinkusa severally 


Criticises this practice of Brahmananinda. 


VII-4 The vidüsaka ol kütiyättam, what ever be his drawbacks, had 


a historic function — 


‘Had the cakyars merely restricted themselves to the frame 
which was given to them by Kulasekhara, there was every 
chance of break down and annihilation of the tradition, 
The kütiyàttam traditions today are not museum pieces of 
a distant past, but belong to the contemporary Indian through 
their satire, social comment and concern with here and now, 
Kütiyättam then is a key to the understanding of the Indian 
cultural phenomenon where a piece of contemporary theatre 
embodies many moments of the past and is an amalgam of 
many traditions, som: SaSvata and universally Indian, others 


totally local or regionil and contemporary.’ 46 
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this family was about tn become extinct, it was allowed to adopt 
into it the children of Brahmin women born of criminal intis 
micy, After its discovery and expulsion from their caste these 
children if invested with sacred thread become cakyars, if not 
nampyärs. The girls join either caste indifferently.” 

Küttum  Kütiyàttavum — P. 4 — 11 Ammaman Tampuran, Mathru- 
bhumi Publications -- 1989 


माथ्ुय मक्ष रव्यक्तिः पदव्यक्तिश्च सुस्वरः । 
स्थं लघृतमत्वं च षडेते वचसो ग॒गाः ।। lbid -P - 7 

N > 
This refers to the close relation the Buddhists had with theatre, 
According to tradition, one Sakyamuni reformed the drama. 
Buddhists developed dram to propagate their religion. ASvaghosa 
is believed to have written two dramas - Sáriputraprakarana and 
Rästrapälanätaka. The chinese traveller Fa-hi-en have recorded 
that in the Budhist monastries of Madhura the stories of Budhist 
converts were presented through actors. 


— Dr. K. Kunjunni Raja — introduction to Natyakalapadrumam. 
इत्यमव॒स्थितों इह देववशात्‌ एको महान्‌ गुण: सञ्जातो दुृश्यते यदभिज्ञान- 
श।कुन्तलादीनि q व्याकुती क्रियन्ते l —Nataukusa 


Prof, K. P. Narayana Pisharody had adduced two reasons for 


the disappearence of Säkuntala from Kerala stage. 


Once a cäkvär while presenting the sloka FCTATT दधच्चक्षुः 
acted with the two eyes in opposite directions— one on the king 
and the other on the deer. The strain involved in this acting 


caused injury to his eyes. Henceforth cikyirs developed a 
dislike for Sakunthala. 


The Subhadrädhanafjayam took to the stage all that was presen- 
table in Sakuntala. Its popularity made Sakuntala irrelevant, 
A hint to this is available in a story provided by Ullür. One 
day, Tola appeared crying before the king Kulasekhara while 
he was reading his drama with his friends. When asked he 
replied that he was the ghost of Sakunthala deeply woundcd and 
disfigured by the king. 

The whole story of Ramayana is condensed in three dramas— 
Abhiseka, Pratimä and Cüdämani. They are popularly known 


13 


18 


20 


22 
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as Rämäyananätaka. The enactment of this, extended over an 
year, was very much popular on the Kerala stage. 
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E हि सम्प्रति स ङ्गीतधनः — Sütradhära in Mattaviläsa, 
प्रातः शेलाग्ररङ्गे रजनिजवनिकापायसलक्ष्यलक्ष्मौ - 
विक्षिप्यापूर्व पुष्पाङजलिमुडनिकर सूत्रधारायमाण: । 
यामेष्व ङ्ग ष्बिवाह्त१ क्रतरुचिषु चतुर्ध्वेव जातप्रतिप्ठा - 


मद्यात्‌ प्रस्तावथन्त्रो जगदटनमहनटिकां सूर्यसूततः ॥ 
- Süryasataka 


Kuttanimata - verses 899 - 922 
अपरित्यक्तस्थानकरसकाकुव्यञ्जितस्फुटार्थं पदम्‌ । 

अभिराममविश्वान्त पठितं निरवद्यमखिलभापासु ।। 

Kerala Sahitya Caritram-Ullür S. Parameswara Iver Vol. I-P. 147, 
के पुनः प्रेक्षका इति चेत्‌ -- 

अष्टो दश च विद्यास्ता नाटयवेदों बधाविधि । 

स्मरशास्त्र A Fala a fag: TAHT Tate | 


Rasasadanabhäna of Godavarman gives a graphic description of the 


stage and thc audience, 

मध्ये दी उज्ब्लनमधूरे पाश्च तः पाणिधस्त्री = 
नित्री भूते सरसहृदथ भं सुरेभा सिताग्र । 

gè माद क्गिकविलसिते रङ्गदेशे प्रविष्टः 
स्पष्टाकूतं नटयति नटः कोऽपि कश्चित्प्रबन्धम्‌ gg 


86 


23 


25 


26 


27 


Pürnatrayf 


इत्येवं सर्व विवेकभाजो दृष्ट्चोः प्रेक्षकान्‌ भावेनेत्र बोधयन्‌ faaefsafugen 
दीपस्य पुरतस्तिष्ठेत्‌ । यावत्‌ प्रेक्षकमुखं मुदा तु विकसति तावत्‌ भावेनेव 
प्रयोक्त्रा प्रयोक्तव्यः । कथं भावेनेवेति चेत्‌ ¬ 

नृत्तस्याङ्गीह भावः स्यादङ्गान्यस्यापि तानि षट 

दीपौज्वल्यं लयेक्यं च भूमिकासौष्ठवं ततः । 

रागप्रयोगने पुण्यं प्रयोक्त्राकृतिभद्रता 

गाव्रिज्ञेयानि तान्येव प्रयोक्त्रा प्रेक्षकेरपि । 

ऐक्य मङ्कु ङ्किनो कृत्वा भावेस्तु रमयेत्‌ स तम्‌ 

अन्यानभिनयेनेमान्‌ नानालोकान्‌ विनोदयेत_ ॥ 


The micro - movement of the eyes through which the actors often 
express complex emotions are a class by themselves. 

इह भावाः रसाशचेत्र दुष्टावेव प्रतिष्ठिताः 

— ` 2 urs 

दृष्टया तु सूचितो भावः पश्चाद ङ्कु विभाव्यते । 

The relation between the two equations, Prayoktr - Preksaka and 
drg - bhava, is the most significant aspect in Kulasekhara’s dramatic 
theory, Bhäva when used in the instrumental stands for the 
entire complex mediating between these two Circles. In other 


places it expresses the ordinary meaning of sthayivhava. 
लाक्षाविवदरधाभ्यां हृदि मन्येऽहं पादाब्जवाणाभ्याम्‌ । 
बिद्धः शरेण शेते मरतकमणिरेष कीर्णकर$ ।। 
Tapatisamvarana Act I śl. 12 
एवं प्रेक्षकप्रयोक्त्सम्बन्ध: । अथवं भावेनंव दुणोर्दशं यित्वा ..- 
ACMBIDELJD (0810%1211७ | 01००9 jo” 009006) 7109 (0 1089 (00 


७6801० 0५596 8000 (01601 :9०90 00603 (099 06 qne moa 1 
Unninilisandeáa - 94 
1, History of Nambudiri community in Kerala. 


M. G. S. Narayanan and Kesavan Veluthattu, AGNI, Vol. II 


Frists Staal, Asian Humanities Press, Berkeley. 


9. 3101[ककछाण1०039 a1V" 519OM L101 05 


Dga a mwm, N, B, S, Kottayam: 


3, 6०७6 ७59 ) 6) 000 801109 81% Co 
DA. AQ. NCMO, MIW MI MAI gA 
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The story of Sankaracarya cursing the Nambutiri community 
that they will not be entitled to perform vedic rites seems to 
have been invented to justify their new role in the changed 


social set up. 
Dütaväkyam - Nätakam Bhasa - Introduction Ullür S. Parameswara 
Iyer - Sahitya academy, Trissur 1957. 
Lilätilakam — Chapter I 
पदमध्ये संस्कृतं मध्ये देश भपाादियक्त तदेव कार्यम , दक्षियायश्र मशिप्रवाल- 
मिति प्रसिद्वम्‌ । Abh. Bh XXXII . 409 
Dutavakya - Introduction Ul/ür. 
यथा स्वप्तवासवदत्ते - 
नेयथ्ये सूत्रधार: उत्सारणां rar To 

ay, कथं तपोबनेप्युत्सारणा ¦ 
(विलोक्य) कथ मन्त्री योगन्धरावणो वत्सराजस्य TIJARA FATIT: 
पद्मावतीयजने नोत्सा ग्रे ते । 

NätakalaksanaratnakoSa, Oxford Universitv Press-193°. P. 51, 
l. Abhinavagupta knew the Sloka afSaqisiFal= in Swapna- 

vasavadaita, perhaps immediately after the dream - scene. 


Säradätanaya quotes the $loka 44374] 3:3 JIET... This might 


ho 


have been a part of the portrait incident in the last scene 
or an entire anecdote drawn from the Kathásaritsàzara where 
in Padmavati adorned with peculiar satlron - mark gives the 
king a vague pre - sentiment ol Vasavadatta's presence which 
might have become the casuality ot the cakvars pruning. 


3. Ramacandra and Gunacandra was familiar with the verse 


पादाक्रान्ताणि पुष्पाणि the context of which also is known. For 
more details — Bhasa a study by A.D, Pusalkar and Plays 
ascribed to Bhasa by C. R. Devadhar. All these "inissings: 
were the result of the above process. We can explain the 
omissions in each case with valid reasons. 


Introduction to AÄscarvacüdämani - Mm huppuswam Sastri 
birth centenary volume P — 108, 

For more details, on the temple theatres of Kerala, see Temple 
theatres and Sanskrit tradition in Kerala = Clillord R. Jones ... 


Samskrta Ranga — Annual VI 1972. 
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Kuttampalam is part of the temple complex. People attach a 
special sanctity to them. Devotees first pay obeisance to it 
and then only enter the inner circle where the main shrine 
is situated. All the rituals to be observed in the constructions 
and consecration of the temple has to be observed for Kuttampalam , 

L. S. Rajagopal, Samskria Ranga Annual VIIT - 1987. 


Kuttampalangilil- K. P. Narayana Pisaroti- N, B. S. Kottayam. 


The script of Sanskrit dramas contains instructions to the director 
and actor qfA373 पाक्ष पेण, लज्जां नाटथित्वा etc, But an independent 
treatise containing stage direction of a play first appears for 
the two dramas of KulaSekhara. It was a prayogamarga or 


krivàvidhi; ws: hul such manuals in Sanskrit for Partifija and 
Mattavilasa. 


When drama was transformed into küttu the presentation of 
A single act was extended to several days. This necessitated 
preparation of elaborate manuals to regulate the performance. 
Senior cakyars wrote down in local dialect the guidelines — 
kriyäkrama for practising actors, 

मन्ता ङ्कुम्य प्रयोयार्थंमुपदेशक्रमागतम्‌ । 

तस्य क्रियाम वक्ष्ये भाषया प्रथमं शतम्‌ ॥ 
Krivàkrama later developed into kramidipika - production manuals 
aimed at the director. Acting mannals - àttaprakára, prescribing 
modes of presentation intended for the actor marks the final 


stage in the preparation of these amnuals. The cákyárs preserved 


such manuals for almost all the dramas as a family tradition. 


Pithakam is an off - shoot of the Nampsártamil, the genesis of 
which we had traced to the transition period. This role became 
a duplication when vidiisaka too switched over to vernacular: 
Consequently Nampyar was confined to plays which did not have 
a jester. Anguliyaika alone retains him now. He then developed 
his art as an independent branch of Päthakam The attack of 
Rämapäniväda (Päthakakalpa - Ed. Dr. K. Vijayan) is directed 
against this role of Nampyar. 

Following his collegue; the cakyar also took out his role of 
vidusaka to develop the Prabandhaktttu. —7#TT Feqq अभिनय- 
योग्यताधानपूर्वक निवध्यते इति प्रबन्धः । 
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Melputtte wrote his prabandhas for the use of his cakyar friends, 
Clearly following the fuot - steps of her male counterparts, the 
nahgyar brought out the introductory part of the II act of Dha- 
nanjaya and developed it as Nangyärküttu. 

The Kütiyättam literature thus embraces a wide range - the 

Kriyavidhi and Prabandha in Sanskrit, the stage manuals, texts 

for Pathakam, compilation of verses, parodies, Stories, etc. in 

Malayalam. The potential of this huge treasure remains to br 

explored, 

Ammannür cäcen Cäkyär-K. T. Ramavarma - vallathol Vidya 

peethom, Sukapuram 1981. 

l. Küttum Kütiyättavum — Ammaman Tampuran — P 25 - 28, 

2. All the available stage manuals of Sanskrit plays in Kerala 
are generally attributed to Tolan, but it is obvious that 
minor changes and innovations have been taking place through 
out the course of development of the stage in Kerala. 

Kiitiyattam, an introduction — Dr. K Kunjunni Raja. 


3, Scholars have expressed divergent views regarding the role 
of the dramatist in the reformation, A majority of scholars 
are inclined to endorse the traditional view. Some scholars 
however have expressed a different view which seems more 
reasonable..... ‚They attribute to the dramatist all innovations 


except that regarding the function of Vidisaksa ..... 
Sanskrit Dramas of Kulasekhara — Dr. N. P. Unni 


ध्वनियुक्काव्यसरिणि: शस्तेति प्रोच्यते TT: | 
एतस्मात्‌ ध्वतियुक्ता सा रचिता नाटकढ्वपी ॥। 
— घनञ्जवध्वनिः 


1. स्वमिद्धान्तं दृशोरेव... ... 

2. उत्तरश्लोकार्थ प्रेक्षकाभ्यां ताराभ्यामेव रोत्रयेर्‌ । 
3 प््रेक्षकान्‌ भावेनेत्र NTI l 

4. Wm quas aea... | 


5. इमं स्थायिभावं दृशोविभावयन्‌ । 
Facets of Sanskrit Literature — Dr. K. Vijayan P. 31-32 
Kottayam. 


Kuttampalangalil — K, P. Naravana Pisaroti, N. B.S. 
Govt. 


Arts of Keralakshetra — Dr. (Mrs.) Kapila Vatsyayan, 


Sanskrit College Tripunithura - 1908, 


